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GEOFFREY	ALAN	TAYLOR	Boston	University	College	of	Fine	Arts,	2018	Major	Professor:	 Audrey	Berger	Cardany,	D.M.A.,	Associate	Professor	of	Music/Music	Education,	University	of	Rhode	Island		 ABSTRACT		 Many	teachers	do	not	consider	improvisation	relevant	to	band	or	orchestra,	and	available	research	indicates	that	it	is	one	of	the	least	utilized	activities	in	these	classrooms.	Bandura’s	(1977,	1997)	self-efficacy	theory	can	explain	many	of	the	attitudes	teachers	have	towards	improvisation,	as	well	as	its	absence	in	the	classroom.	I	sought	to	discover	what	role	self-efficacy	played	in	leading	some	teachers	to	incorporate	improvisation	into	their	band	and	orchestra	classrooms.	Using	a	three-interview	model	as	espoused	by	Seidman	(1998),	I	interviewed	six	teachers	about	their	experiences	with	improvisation	in	their	teaching	practice.	I	discovered	five	emergent	themes	that	the	participants	had	in	common.	These	themes	fit	into	two	categories—the	development	of	beliefs	about	improvisation,	and	how	those	beliefs	about	improvisation	affected	participants’	behavior.	I	conclude	with	a	discussion	of	implications	for	the	field	and	suggest	that	future	research	focus	on	the	presence	or	lack	of	improvisation	instruction	during	teacher	education	programs,	as	well	as	the	prevalence	and	efficacy	of	professional	development	workshops	around	improvisation.	
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example	of	this	is	individuals’	career	choices.		Decisions	about	which	career	to	enter	and	subsequent	choices	about	how	to	proceed	in	that	career	are	largely	driven	by	a	sense	of	self-efficacy.		 One	important	issue	to	note	regarding	self-efficacy	theory	is	its	distinction	from	self-confidence	or	self-esteem.	The	latter	concepts	are	more	general	about	an	individual’s	worth	and	value,	and	provide	little	understanding	of	functioning	in	specific	contextual	or	behavioral	domains.	Self-efficacy	is	more	task	and	context-specific.	For	example,	general	confidence	for	driving	is	not	as	predictive	or	powerful	of	an	influence	as	self-efficacy	for	driving	in	adverse	conditions,	or	in	the	mountains.	Furthermore,	general	self-esteem	is	of	little	use	in	predicting	one’s	choices	regarding	driving	behavior.	Self-efficacy	theory	is	most	useful	when	applied	to	a	specific	behavior	or	set	of	behaviors	in	a	specific	context.				 Finally,	the	four	primary	sources	of	self-efficacy	beliefs	are	as	follows	(Bandura	1977	&	1997;	see	also	Hendricks,	2016):		 1.		Performance	experiences—The	strongest	source	of	self-efficacy	beliefs	is		 					direct,	firsthand	experience	of	success	or	failure	at	performing	a	certain			 					task	or	behavior.		 2.		Vicarious	experiences—These	are	experiences	of	observing	the	behavior			 						of	others,	their	capabilities,	and	the	consequences	of	those	behaviors.				 						The	observer	uses	this	information	to	form	expectancies	about	their			 						own	similar	behaviors	and	requisite	consequences.		The	relative			 						potency	of	this	source	depends	on	an	observer’s	perceptions	of	the		
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		 The	purpose	of	this	study	was	to	examine	the	role	self-efficacy	for	improvisation	plays	in	teacher	decisions	about	incorporation	of,	and	continuation	with,	musical	improvisation	activities	in	the	band	and	orchestra	classroom.	The	following	research	questions	guided	the	study:		 1.	What	role	does	self-efficacy	for	improvisation	instruction	play	in	a			 					teacher’s	initial	implementation	of	improvisation	behavior	in	an			 					instrumental	music	classroom?		 2.	How	does	a	teacher’s	self-efficacy	for	improvisation	instruction			 					change	throughout	implementation	of	improvisation	in	the	classroom?				 3.	How	does	teachers’	self-efficacy	for	improvisation	affect			 					their	professional	environment	as	well	as	their	student’s	musical		 		 					behaviors?	In	this	chapter	I	explain	the	rationale	for	choosing	a	qualitative	approach	generally,	and	using	a	phenomenological	interview	model	specifically.	Then	I	discuss	my	specific	protocol:	How	I	selected	participants,	collected	and	analyzed	data,	and	reported	my	findings.	Finally,	I	describe	the	steps	I	took	to	ensure	credibility	and	verifiability,	and	the	limitations	and	delimitations	of	the	study.	



























































Limitations	and	Delimitations			 The	qualitative	nature	of	this	study	suggests	that	any	findings	are	transferable	rather	than	generalizable	to	teachers,	contexts,	and	places	(Lincoln	&	Guba,	1984).	Qualitative	researchers,	especially	those	with	a	phenomenological	perspective,	understand	the	subjective	and	personal	nature	of	the	truths	they	seek	and	as	such	understand	that	truth	and	meaning	for	a	certain	group	of	participants	may	remain	unique.					 Further,	I	do	not	attempt	to	establish	any	correlation	between	self-efficacy	and	improvisatory	behaviors,	nor	does	it	seek	to	establish	self-efficacy	as	the	primary	factor	in	the	incorporation	of	improvisation	in	instrumental	classrooms.	Rather,	this	study	seeks	insight	into	experiences	of	music	teachers	who	have	incorporated	improvisation	and	the	role	of	self-efficacy	in	their	experiences.	Discovering	and	reporting	participant	meanings	may	yield	commonalities	that	teachers	and	teacher	educators	may	find	useful	or	challenging.		 I	selected	participants	based	on	very	specific	criteria,	and	as	a	result	they	do	not	represent	all	teachers	of	instrumental	music	in	all	settings.	However,	because	we	share	the	human	experience,	some	participant	meanings	expressed	may	be	transferable	to	many	other	teaching	situations.		
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Quotes	about	the	mentor-model	experience	Participant	 Quote	about	Mentor/Model	“flipping	the	switch”	Michael	 All	of	a	sudden,	things	just	started	clicking	for	me.	To	me	this	made	so	much	sense	that	this	is	really	why	I	love	music.	The	creative	aspect	of	learning	is	also	something	that	I	love.	(Michael1)	Amy	 I	was	exposed	to,	in	his	classes	and	being	around	him,	I	compared	it	to	“Well,	that’s	not	how	I	learned.	I	learned	with	notation.	I	learned	how	to	play	with	different	articulations,	and	with	dynamics.”	No	one	ever	asked	me	to	listen	to	what	was	around	my	part,	and	no	one	ever	asked	me	to	sing	my	part	or	practice	it	that	way.	I	think	it	was	in	those	classes	where	I	 was	 able	 to	 really	 reflect	 on	 how	 I	 learn	 personally,	 and	 saw	 this	different	way	of	thinking	about	it.	(Amy2)	Stephen	 On	listening	to	Stephane	Grapelli:	Why	wasn’t	I	taught	this?	How	come	they	didn’t	 teach	me	this?	 If	 I	ever	end	up	teaching	young	people	 I’m	going	to	teach	them	how	to	improvise	stuff	like	this.	(Stephen1)	On	his	improvising	colleague	at	university:	Now	really	this	is	where	the	first	 time,	 at	 [university]	where	 this	 guy	was,	 I	 really	 now	 see,	 I	 can	actually	do	this.	No	longer	is	it	just	something	in	the	back	of	my	mind.	He’s	writing	out	charts,	and	I	can	feasibly	incorporate	this	in	some	way.	(Stephen1)	
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Quotes	about	student	resistance	Participant	 Resistance	from	Students	Michael	 The	kids	that	were	more	into	“I’m	just	here	to	play	what’s	on	the	page	and	you’re	asking	me	to	do	something	different,”	that’s	where	the	pushback	started	happening.	(Michael2)	The	other	pushback	was	silent.	There	was	a	lot	of	silent	pushback	and	what	I	mean	by	that	is	the	people	who	were	used	to	the	program	being	a	certain	way	and	wanting	it	differently.	I	think	those	people	who	really	had	trouble	with	it	dropped	out	the	second	year.	There	were	a	couple	that	I	did	lose.	(Michael2)	Amy	 The	feedback	was	that	my	expectations	were	too	high.	It	was	too	hard.	It	was	just	too	overwhelming,	that	there	was	too	much	expected	of	them.	(Amy2)	That	first	semester,	my	feedback	was	probably	50/50.	Half	the	class	was	super	into	it,	and	the	other	50%	was	like,	“What’s	going	on?	I	am	so	overwhelmed,”	and	it	was	too	much	for	them.	(Amy2)	Stephen	 This	is	the	big	thing,	is	when	you’re	doing	something	that	could	be	construed	as	sticking	out	and	stirring	the	pot,	you	don’t	want	to	take	that	chance	of	being	somehow	judged.	(Stephen2)	
141	
 























































































































	 These	experiences,	which	I	call	mentor-model	experiences,	were	a	common	factor	in	five	of	the	six	teachers’	decisions	regarding	improvisation.	Only	Ryan	did	not	have	one	of	these	experiences.		For	the	other	five,	the	mentor-model	experience	was	seminal	in	their	decisions	to	use	improvisation	in	the	classroom.	For	Michael,	Amy,	and	Tina,	this	experience	took	the	form	of	working	with	a	single	individual	over	a	longer	period	of	time.	Clara	had	a	number	of	these	experiences	during	workshops	with	a	couple	of	different	educators.	Stephen’s	experiences	began	with	someone	he	never	even	met—Stephane	Grapelli—and	continued	with	working	with	a	colleague	during	a	university	teaching	job.			 Once	the	participants	had	decided	to	engage	with	improvisation,	their	experiences	were	varied.	One	difference	is	the	role	improvisation	plays	in	each	teacher’s	classroom.	Michael,	Clara,	and	Amy	put	it	at	the	center	of	what	they	do,	while	Tina	and	Stephen	use	it	less,	but	in	a	focused	way.	Ryan	used	improvisation	as	part	of	one	specific	ensemble	but	not	in	the	rest	of	his	teaching	practice.	All	of	the	participants	have	included	improvisation	as	part	of	a	school	performance,	and	Clara	has	gone	so	far	as	to	have	her	students	improvise	during	state	adjudicated	festivals.			 A	common	experience	for	all	six	participants	was	the	experience	of	some	sort	of	resistance	to	improvisation	on	the	part	of	students.	Each	teacher	had	students	who	struggled	with	improvisation,	resisted	participating,	or	both.	A	large	part	of	each	teacher’s	experience	was	how	they	reacted	to	and	handled	this	resistance.	The	participants	generally	received	support	from	their	colleagues	and	administration,	as	well	as	parents.	There	were	exceptions.	Clara’s	colleagues	actively	sought	to	
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American	instrumental	teachers,	however,	in	both	their	beliefs	and	actions	towards	improvisation	as	it	is	still	a	marginal	or	non-existent	activity	in	most	instrumental	music	classrooms.			 Imagine	instead	a	scenario	in	which	improvisation	is	valued	and	self-efficacy	beliefs	towards	improvisation	are	nurtured,	both	in	teachers	and	students,	leading	to	significantly	more	improvisation	activity	in	instrumental	ensembles.	What	would	such	a	scenario	mean	for	our	students?	Contrary	to	the	beliefs	of	many,	it	would	not	mean	that	performance	quality	would	suffer,	nor	would	it	mean	that	students	would	be	too	intimidated	to	participate.	Rather,	students	might	become	engaged	in	music	in	new	and	different	ways.	They	may	develop	independence	from	music	notation,	and	gain	a	greater	ability	to	hear	and	understand	the	music	they	play.	They	may	be	prepared	to	leave	our	school	music	programs	and	continue	making	music	in	diverse	ways,	freed	from	a	dependence	on	notation	and	strict	expectations	of	“proper”	performances.			 A	violist	might	take	his	instrument	to	college,	and	informally	play	with	his	roommate	who	does	not	read	music	but	is	a	skilled	guitarist.		A	clarinetist	might	not	stow	her	instrument	in	the	attic	after	graduation,	but	instead	might	create	new	songs	with	a	friend	who	makes	beats	on	her	computer.	By	exploring	improvisation	with	students,	teachers	can	foster	a	deeper	and	more	diverse	understanding	of	music,	and	develop	young	musicians	who	continue	actively	making	music	after	they	leave	their	formal	school	music	programs.	The	result	could	be,	as	Stephen	might	say,	a	generation	of	musicians	“just	jamming	out.”	 	
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